Furthermore, in Fenollosa Notebook 15 entitled "Chinese Poetry, Notes by Pound, including translation," one will find the typescript of Pound's drafts for six of Wang Wei's poems (see Appendix).8 The sources of these drafts are easily identifiable because their numbers--3, 4, 5, 6, 7, and 8-correspond to those given to Fenollosa's versions contained in his Notebook 7. Although no date is given anywhere, we can still determine that these drafts came after Cathay, because for # 6, the Cathay piece, Pound gives not a translation but a brief note, in which the Latin phrase "vide Cathay" betrays a date later than Cathay.
It is worth noting that in Chinese literary history Wang Wei is known not only as a painter-poet, but, more important, as a poet with strong Zen-Buddhist leanings. True, a number of other T'ang poets, such as Li Po and Po Chu-i, also show to varying degrees the influence of Zen-Buddhist thinking. But it is in the poetry of Wang Wei that we find the full development of a poetics based on the Zen-Buddhist conceptions of nonbeing as being, emptiness as form, and transcendence of the duality between self and world. Fenollosa, who had studied Zen-Buddhist doctrines, was obviously aware of some of the religious implications in Wang Wei's poems. To his word-for-word translation of the seventh poem "Painful Heat," for instance, he has appended such a note: "There must be some By then Pound had studied Fenollosa's unfinished essay on "The Chinese Written Character as a Medium for Poetry,"9 and, moreover, he was learning Chinese characters from his Morrison Chinese dictionary and Dorothy Shakespear's Chinese language handbook. 1 He was therefore able to gloss two words-"peach" and "rain" in the first line-with Chinese characters, which turn out to be the characters Wang Wei uses in the poem. Also, he was able to figure out from Fenollosa's crib that the original poem was a quatrain of six characters. His first draft is precisely an attempt to match each character in the original poem with a single English word. For certain words, such as Fenollosa's "belts" and "crying," he offers alternatives that prove to be closer equivalents to the corresponding Chinese characters. Furthermore, Pound's encounter with Wang Wei began at the moment when he was composing and recomposing Ur-Cantos 1-3 ("Three Cantos"), and it continued through the years in which he became increasingly disenchanted with the uncertain manner with which he opened his modern epic. Ronald Bush has examined the influence of James, de Gourmont, Laforgue, Eliot, and Joyce on Pound's refashioned style for the Ur-Cantos of 1917-1919. To these we must add the art of Wang Wei that contributed to the poetic breakthrough Pound made during this period. Bush is undoubtedly correct in emphasizing the dominant impact of de Gourmont, who 274 directed Pound to unify his long poem's "rag-bag" of subject matter by "the inflections of a single sensibility" (159). However, it was through comparing him with Wang Wei ("His spirit was the spirit of Omakitsu") that Pound rediscovered de Gourmont's true value, and it was by drawing on Wang Wei's imagery ("The mist clings to the lacquer") that he found the most precise and the most vivid terms to redefine de Gourmont's sensibility. Moreover, in his attempt to imitate de Gourmont in the Ur-Cantos, Pound began by imitating Wang Wei, whose art he considered an equivalent of the French symbolist's. Thus, in Ur-Canto 4 (now Canto 4), which marks Pound's turning away "from the uncertain Browningesque pastiche of 'Three Cantos' to the creation of a modern style" (Froula 5), we notice that the force which holds together his "rag-bag" of subject matter is a sensibility borrowed from Wang Wei.
In the Gourmontian context provided by Bush we can see clearly that the "Smoke-peach-trees" passage of Canto 4 is intended "precisely to display the complex subjectivity of a mind" In discussing Pound's development of the "ideogrammic method" critics tend to pay more attention to the source that provided its name and aesthetic framework than to the factors that contributed the substance. The fact is that Pound was in search of a theory promoting the kind of poetry he was constructing, and Fenollosa's essay appeared to serve the purpose ideally. Yes, we must understand that the essay's admiration for the alleged pictorial qualities of the Chinese written language is absurd and misleading. But, as Bush has observed, Pound's interest was in "the spirit of Fenollosa's remarks about oriental logic," and not in "their letter" (10). A proof for this, he points out, exists in one of Pound's 1919 notes to the essay: "These precautions should be broadly conceived. It is not so much their letter, as the underlying feeling of objectification and activity, that matters" (qtd. 179). So, for the Pound of 1919 Fenollosa's big essay was valuable principally because it offered him a way to account for the spirit underlying the poetry he was incorporating into his modern epic. In other words, in Pound's effort of 1917-1919 to modernize the style of his Ur-Cantos, Fenollosa's essay on Chinese characters served at most as a postulate that supported his spiritual sentiment, whereas the examples of Wang Wei, de Gourmont, Laforgue, Lewis, Eliot, Joyce, Cubist collage, etc., combined to supply the material and technique for the mode of presentation that gradually grew to be known as the "ideogrammic method." 
